Abstract: Much as he is famous, Orpheus is only mentioned by name fourteen times in the Greek tragedies and tragic fragments that have survived the ravages of time. Furthermore he is never shown as a protagonist, but always evoked by a dramatic character as an example, a parallel, a peculiarity, or a fantasy. This legendary singer is mentioned every time, if not explicitly, at least implicitly, in conjunction with μουσική, the 'art of the Muses', namely 'music' in its fullest sense. Each of these allusions recalls and highlights his prodigious and superhuman musical qualities and abilities.
After two and a half millennia, Orpheus remains one of the most famous mythical figures from Greek antiquity. Our oldest literary source describes him as ὀνομάκλυτος, 'of renowned name' (Ibycus fr. 306 PMGF). Although the context of this comment is now lost, it does show that Orpheus' reputation was already well established in the sixth century BCE. 1 We know that in ancient times he was considered the greatest singer and poet, and credited with extraordinary qualities and abilities. What is more, many musical and literary works were attributed to him; these works in turn inspired numerous rituals and cults. Thus, over the centuries, followers of the practices and beliefs commonly clustered under the expression τὰ Ὀρφικά 2 claimed to be the keepers of Orpheus' legacy. This exceptional centuries-old resonance, principally because of the multiplicity of its intertwined factual and interpretative layers, complicates even further the scholar's task. Here are two extreme examples: first, the authors describing the turning points in Orpheus' life were not active before the first century BCE; 3 and second, the Orphic movement is mainly known through the Neoplatonists, who sought to adjust Orpheus' alleged thoughts to those of Plato. 4 Notwithstanding the layers, the trends, and the different time periods, Orpheus remains always the same. I shall argue in this paper that whatever the period, the context, the literary passage he figures in, his character suggests and reveals the same mysterious music. It is this music that, like the game of life and death, displays an amazing unity and coherence, despite the fact that it is highly varied, composed as it is of infinite rhythms, tensions, tones, melodies, and colours. And this happens ever since Orpheus first appears in tragic plays.
Given that Greek tragedies mostly date from the fifth century BCE, they are particularly helpful, in that they contain some of the oldest literary references to Orpheus. These versified, rhythmic, and melodic, hence poetic and musical, testimonia do not seek to identify, clarify or explain any cultural particularity, but rather they reveal heroes and events of Greek myths. Poets recount myths in many ways, each time in a different light, within varied contexts and circumstances, as well as bringing them to life time and time again. 5 Another important aspect of tragic plays is that they were produced for special occasions and performed as part of a festival dedicated to the god Dionysus, who is linked to the artistic forces of life and death, to poetry and μουσικὴ τέχνη, 'the art of the Muses'.
*
In Greek tragedy, Orpheus figures in Aeschylus, Euripides, Diogenes, and in the work of an unknown author. Our singer is never the main character in any of the surviving plays. A play by Aristias was named after him (TrGF 9 F5 Snell), but all that remains is the title. The same applies to Aeschylus' Bassarides: a plot-summary found in Eratosthenes' Catasterismi tells us that the play contained a version of Orpheus' demise, 6 but only the third-century BCE scientist's words have survived without any further clarification. 7 The evidence speaks for itself: in the entire surviving tragic corpus, Orpheus is only mentioned fourteen times; he is constantly referred to by a protagonist, as an example, a parallel, a peculiarity, or even a fantasy. He is always mentioned for his exceptional if not superhuman qualities; all of which, each in its own way, are more or less directly related to μουσικὴ τέχνη. 8 But what is the meaning of μουσικὴ τέχνη? And how does Orpheus relate to it? The phrase μουσικὴ τέχνη refers to the 'art', the 'know-how (τέχνη) linked to (-ικός) the Muses (Μοῦσαι)'. The Muses, divine daughters of Zeus and Mnemosyne, 9 gifted with the power of their father and the memory of their mother, are known to possess the knowledge of past, present, and future, 10 which they can transmit musically.
11 As such, they are able to inspire singers and poets, and through these 'vessels' they provide other mortals with a gateway to memory and destiny, as well as a proper musical balance in all things. They allow everyone to be distracted from pain, and to find their place in the world through music.
Translating mechanically μουσική as 'music' one would put into words today's restricted conception of music, while at the same time missing out on what it really is, that is, a complex artistic system: voice, sung or recited, choral or monophonic song, poetry, instrumental music, rhythm, movement, and dance. All these put together constitute the extraordinary music of the Muses, who have the ability to express life's complex and striking nature in the most varied ways. One also misses out on its inspiring, divine, and mysterious dimension, which lies beyond the singer's technique and skills, not to mention its educational quality, which is fundamentally linked to this inspirational dimension. It is in this sense that, as spokesperson of the divine Muses, the singer is fundamentally a wise man, a mediator, a teacher, and ultimately, through his musical works, a guarantor of the right balance in people and things and of world harmony.
Orpheus is always described as a wise man, a mediator, and a teacher, not ordinary but indeed great and exceptional. The tradition is unanimous about his musical gift, which distinguishes him not only from common folk but also from every poet, mythical or historical, precisely because he maintains a privileged relationship, a high sensitivity, an intimacy with the musical powers he is able to express better than anyone else to such an extent that sometimes this can make the impossible possible. the first embodying good reputation (κλέος) and the latter multiplicity (πολύς) of songs (ὕμνος). His father is said to be Apollo, the divine citharist, companion of the Muses, who is also an archer and a prophet; 15 but for most people Orpheus is the son of Oeagrus, 16 the Thracian river god. Thrace is not only Orpheus' motherland, but also the source of his music's power, breadth, and fluidity. 17 Our singer, his kithara 18 or the tablets attributed to him, 19 are often defined as Thracian both in Greek tragedies and in other ancient texts. 20 But apart from that relationship with Thrace, we do not find any mention of Orpheus' family connections in Greek tragedy. One passage in Rhesus (944) describes him as the cousin (αὐτανέψιος) of the play's eponymous hero, who is himself the son of a Muse; we can therefore infer that Orpheus' mother is also a Muse. Does this mean that the divine origin of Orpheus is of little interest to tragic poets? That they seek to humanize, to demystify the hero, as Macías Otero suggests? 21 Probably not. The absence of evidence about his divine lineage can be attributed to his immense popularity. It is my contention that, as everyone seems to agree on the superhuman origin of his music, authors do not need to recall it. It is indeed unnecessary to repeat what everyone already knows -although this complicates the work of modern interpreters. This is after all my task with regards to Orpheus and μουσική, that is, to discover, unveil, and summon up the music, based on surviving textual snippets which can be analysed and interpreted thanks to all the knowledge that has sur-vived. Indeed, whilst this music is lost to us, it was common knowledge for the ancient Greeks.
In this paper I shall discuss fourteen passages which, I venture to hope, will gradually reveal an entire landscape through which we will understand better the figure of the legendary singer, the nature, scope, and limits of his extraordinary musical talent, as well as the special role these bestow upon him amidst common men. I shall also call into question and subsequently try to revise a number of modern misconceptions.
Euripides, Bacchae 561-562
In Bacchae's second stasimon, as the Chorus urges Dionysus to make his appearance in order to punish Pentheus for his excesses, everybody is wondering where the god might be. Several favourite places come to one's mind, including, among much else, the 'very wooded shelters of Olympus' (560-562). 22 Carried away by the images, the Chorus suddenly glimpses in this divine locus not only Dionysus, but also Orpheus, 23 'who plays the kithara (κιθαρίζων)' (561-562). In doing so, through his music, Orpheus is able, says the Chorus, to συνάγειν, literally 'lead together', i.e. 'unite, assemble' the phenomena that are the 'trees' (δένδρεα), the 'untamed wild beasts' (θῆρας ἀγρώστας) and the [M]ούσαις (563-564).
The trees, with their roots, trunks, branches, leaves, flowers, and fruit, represent the world of plants; the wild beasts, whose brutal, fierce, and bestial character is intensified by the epithet ἀγρώστης, stand for the entire animal kingdom. The third word, Mοῦσαι, is interpreted by most translators as the 'magical music', 'airs enchanteurs', or 'dolce melodia' of Orpheus' kithara. 24 As the subject-object distinction between a person and his/her actions is modern, in addition to the fact that I always hear the word 'Muses' in the word 'music', I choose to capitalize the word, unlike most editors, in order to bring out not merely the notion of music as we know it today, but also the Muses themselves, those inspirational and divine forces Orpheus the singer and kithara player knows and channels better than anyone else.
This passage from Bacchae demonstrates, in conjunction with the reference to Dionysus, Orpheus' awesome power and musical reach. By playing his kithara, the famous singer is able to assemble in a harmonious balance a variety of things: trees, wild animals, and musical deities. If he is capable of such feats, he is also gifted to influence men: the play's protagonist, Pentheus -which is what the Chorus wishes -or, more generally, anyone who hears or reads those lines; in fact, he can enter into another dimension, namely an impressive music that is beyond himself. The accumulation of adjectives is suspicious and may suggest that a gloss was assimilated into the text. 26 Furthermore, line 10 is often emended for reasons of metrical symmetry, which is why most editors write the name of Orpheus between brackets. 27 Yet neither of these facts diminishes the impact of the scene: the kithara of the famous singer sings high and loud a song that affects the journey of the Argonauts. If the kithara does not do so directly, it certainly does so indirectly by stimulating the hearts and hands of the rowers through the rhythm originating from the sound of the strings.
Yet, according to the literary tradition, it is the aulos -not the kithara -that co-ordinates the rhythm of the rowers. 28 Moreover, the term used by Hypsipyle for singing, ὁ ἔλεγος, 29 'elegy', does not usually denote a lively melody, appropriate for rowers, but rather a 'plaintive' or 'mournful song', 30 a rendition followed by most scholars. 31 As regards the epithet ἰήιος -a divine epiklesis fashioned on the invocatory onomatopoeia ἰή, which is linked to the god Paean and consequently to Apollo -it is usually translated in the same spirit, as 'mournful' or 'grievous'. 32 The context of the passage explains, however, these apparent paradoxes: the kithara usually emits a soft and tender sound, but here it does more than play, it cries out (ἐβόα), screams, and clamours a resounding melody, a song so loud it reaches the sailors' ears. 33 But what kind of song is this? If we translate ἔλεγος as 'complaint', it is a mournful song, the grievous character of which would be doubled by the presence of the adjective ἰήιος. Or, still rendering ἔλεγος as 'complaint', one might recognise in ἰήιος the onomatopoeia ἰή which, as similarly to what happens in paeans, punctuates the song, gives it its pace, and in this case conveys the motion of the boat. Both cases might be seen as symbolic of Hypsipyle's mood, sad and lonely. Another interpretation may be the following: for Kannicht, the kithara makes resound 'a hymn of thanks for their landfall'. 34 An elegy may be a symposium-related exhortation, 35 depending on the circumstances, just as the paean is either an apotropaic prayer or a celebration and a song of thanksgiving. 36 In the next line the participle μελπομένα, which is associated with Orpheus' kithara, buttresses this suggestion. Μέλπεσθαι is often translated as 'to sing'. The verb refers to a collection of songs and dances performed rhythmically, none of which amounts to a sad complaint. It should be a happy song, vigorous, and energetic, 37 which Hypsipyle hears and yearns for. The Asian character of the elegy reinforces this interpretation: it bears the mark of an exotic music, 38 new and at first incomprehensible to the ears of our heroine, at the same time denoting in an ambivalent fashion both the boat's progression and her own feelings.
Like Orpheus' connection with Dionysus, the Thracian or even Asian origin of his kithara seems -by metonymy -to endow the singer with an amazing origin and power. Indeed, Orpheus is able to lead and guide the rowers, the oars, the boat itself, and the mood of a wide variety of protagonists. With his kithara, played on the musical mode of the Muse Melpomene, 39 he gives an energetic pace to the oars and leads the boat's movement, as well as the feelings of the human characters. This rhythm and direction turn out to be extremely useful not only for the Argonauts' expedition but also for any voyage, progress, and advancement on life's path, whether this involves something inorganic, organic, human or divine.
Euripides, Medea 543
In the context of the expedition of the Argonauts, Jason praises the music of Orpheus. He is about to abandon Medea in order to take a royal bride in Corinth, but he fails to understand why the mother of his children is not grateful for everything she has gained ever since they married. In Greece, where justice and law prevail over barbaric force, though she is an alien, she is known and admired for her wisdom. Had she remained in Colchis, no one would have talked about her. Jason then adds that he would be willing to renounce all the gold in his house and even refuse the prospect of 'singing a more beautiful song than Orpheus' (Ὀρφέως κάλλιον ὑμνῆσαι μέλος), 40 if his fate (τύχη) was not remarkable (ἐπίσημος) (542-544) -in other words, he would be ready to forsake any benefit accruing from his favourable destiny.
For Jason it is more important to have a destiny marked with a sign (ἐπί-σημος), which makes men stand out in the crowd, enjoy a high reputation, and survive in the memories of their fellowmen, than to possess what ordinary men covet most of all: gold, that is to say, material goods, land, wealth, which seem to offer all one may desire. Furthermore, he would even be willing to renounce the flaterring prospect of singing better than Orpheus -whose singing is defined here by the two widely used terms μέλος and ὑμνεῖν -, 41 clearly an impossible feat, especially since Jason is never described as a musician, nor known to have any musical talent.
This reference to Orpheus is often interpreted as a form of irony on the part of Jason, especially taking into consideration the singer's famous loyalty and devotion to Eurydice. 42 The audience could therefore 'compare and contrast the conduct of Jason and Orpheus towards their respective wives'. 43 Alongside Orpheus' nature as a model and a teacher, this passage can be seen as another laudation of his singing, the musical appeal of which is compared to the material appeal of gold. By attempting to show that his new hope can even surpass that of a semi-divine singer Jason is in fact trying to strengthen his point and lay bare Medea's error in judgment.
TrGF Adesp. F129.6 Snell-Kannicht
The comparison between gold and Orpheus' singing is also found in an anonymous tragic fragment quoted by Diodorus (37.30.2). The historian cites those lines to illustrate the pernicious power of gold, the appeal of which drives humans to excesses and finally causes misfortune. After a description of gold as 'the strongest of all things' because 'it charms all things', it is then compared to the power of Orpheus. Indeed, while 'trees and unintelligent kinds of wild beasts followed Orpheus' singing' (6-7, […] Ὀρφείαις μὲν ᾠδαῖς | εἵπετο δένδρεα καὶ θηρῶν ἀνόητα γένη), gold attracts the earth, the sea, and Ares who meditates upon all things.
The author values so much the power of gold that he describes it as subjecting the entire world, even the sea and Ares, in the sense that all men are prepared to do anything -go to war, fight, play a part in perfidious intrigues -to get hold of that precious metal. In comparison, Orpheus' persuasiveness seems less powerful, because of Ares' ability to meditate on all things (παμ-μήστωρ) which outweighs the animals' lack of mind (ἀ-νόητα). 44 Is the author deploring the evolution of things, that is, how warring and intelligent beings overpower pure and simple nature? It seems hard to believe that we have here an ode to gold. Be that as it may, the author evokes Orpheus' immense power: to bring along, to lead, and to guide phenomena which at first are not susceptible to music.
Euripides, Iphigenia at Aulis 1211
Iphigenia is also aware of the immense power of music. When she is about to be sacrificed at Aulis, she tries to bend her father's will by invoking Orpheus. She wishes she had 'Orpheus' λόγος' (1211, τὸν Ὀρφέως λόγον) to persuade Agamemnon by singing (πείθειν ἐπάιδουσ [α] ). If she could do so, she adds, the stones would follow her, and her λόγοι would charm (κηλεῖν) all those she wished to charm (1212-1213). Her fantasy is, however, illusory: she only has her tears, which fail to convince anyone.
As Iphigenia does not wish to possess Orpheus' singing or kithara but his λόγος, the term is sometimes understood as (rational) speech, and the entire passage is linked to the rhetorical works of contemporary sophists, for whom Orpheus would be a model. 45 However, in doing so, we overlook the pre-rational meaning of the term, not to say the musical aspect of λόγος: 'spoken words, discourse' or, better still, 'an assortment of chosen words'. Far from wishing a logical, rational, and persuasive discourse, like that of a philosopher, Iphigenia dreams of a strictly musical discourse. Only well chosen, nuanced, melodic, that is, poetic and musical words can charm, enchant, and move the world as a whole. Similarly, when Aegisthus mentions Orpheus' abilities, he distinguishes the language of the singer from that of the Chorus of the Argive old men. Hostile to the new king, they are belittled and accused of being annoying and arrogant: their γλῶσσα -meaning both the 'organ' of speech and 'language' in general -contrasts (ἐναντίαν) greatly with his. Aegisthus uses the same word and verb (ἄγειν) to describe both Orpheus and the Chorus, but in each case he has a different action in mind. He states that because the Chorus excites and exasperates (ἐξορίνας) its audience with foolish barkings (νηπίοις ὑλάγμασιν), it will be literally led (ἄξηι) and forced (κρατηθείς) by him (1629-1632). 47 Just like a master would train his stubborn dog, Aegisthus will quickly discipline the Chorus for their foolish comments. The contrast is obvious: Orpheus 'by sound, led all with joy' (1630, […] ἦγε πάντ' ἀπὸ φθογγῆς χαρᾶι).
I suggest, alongside Fraenkel, 48 that this passage reveals how the Greeks would place emphasis on the impropriety of certain comments or the rudeness of certain people by contrasting them with Orpheus' extraordinarily pertinent, elevated, and jovial words. Everyone also agrees that Orpheus is a great leader; in fact, he possesses a φθογγή, mostly translated as 'a voice', although the term means more broadly a 'sound', a 'noise', the 'overall sound' of a phenomenon, person or thing 49 -in this case his mouth and/or his kithara -which allows him to direct, guide, and lead all things. This reinforces my interpretation of the previous passages: Orpheus is singled out for his ability to assemble, lead, and bring along all things (πάντα) with the same enthusiasm, the same vigour, and the same music. So much so that no one can resist the delight, movement, and emotion, which he bestows on everything around him. Unlike the Chorus who, according to Aegisthus, bark out foolish words, Orpheus offers a promise of happiness: he provides a gateway to joy, pleasure, and great rejoicing. This is called χαρά in Greek, an important notion in the field of μουσική. Originating from the same root as the Charites and χαίρειν, it means good health, the act of 'rejoicing', of 'having fun', of 'being filled', 'la puissance même de la vie envisagée dans ce qui en constitue l'excellence'. 50 Thus Aegisthus' mention of Orpheus implies that by listening and following the musician one is given a harmonious and joyful entry to all phenomena, including the gods.
Euripides, Hypsipyle fr. 759a.1619 Kannicht
If Orpheus is a musician with exceptional abilities and qualities, capable of ensuring everyone's balance and joy, what is his exact role? A passage in Hypsipyle gives us some answers that tie into my preceding comments.
One of the two sons Jason had with Hypsipyle tells us that after the death of his father, who had taken them away, still infants, from Lesbos and their mother, Orpheus had taken care of him and his brother. The renowned singer brought them (ἤγαγ' -as the guide we know he is) to a protected place of his own in Thrace (1619). There he teaches (διδάσκεται) one of them the 'Muse of the Asian kithara'
([Μ]οῦσαν κιθάρας Ἀσιάδος) and 'prepared the other for Ares' battle weapons' (τοῦτ[ο]ν δ' ἐς Ἄρεως ὅπλ' ἐκόσμησεν μάχης) (1622-1623).
The role of Orpheus here is clear: he is the tutor of both children. 51 What he teaches them is, however, very different: he initiates Euneos into music and Thoas into weaponry. The fact that he shares out his musical knowledge comes as 49 See also Aesch. Ag. 325, where the φθογγαί of the vanquished and that of the victors are also distinguishable one from the other. 50 Saintillan 1996, 320. 51 Because of this special educational relationship between Orpheus and Hypsipyle's sons, the no surprise, but it is difficult to understand how Orpheus the musician may also be knowledgeable about military practices.
The musical education is explicitly expressed by the verb διδάσκειν and the name Μοῦσα. Muse is called 'of the Asian kithara' in the genitive which is in my view subjective -the Muse belongs to the kithara as the divine inspiration within the instrument (as objective); the kithara lets the Muse express herself and, by metonymy, the music she embodies. The instrument is thus the symbol of the divinity. Moreover, not unlike the elegy heard from Orpheus' kithara on the ship of the Argonauts, this kithara is also of Asian origin. Perhaps the Athenian public would have understood this as a reference to contemporary fashion, 52 or to a particular location in Asia Minor (e.g. Lesbos, Lydia) where the kithara is said to have been invented. 53 More importantly, the repeated references to Orpheus as having foreign, exotic, oriental roots, thus being Asian, as renowned and important as he might be in Greece, reminds one of Dionysus, with whom he often appears and in whose honour tragedies are performed. 54 Following Bernabé I suggest that this foreign, barbarian origin 55 is the root of the incomprehensible (non-rational) and thus mysterious component of Orphic music.
The other facet of Orpheus' teaching differs from the first; and this becomes clear from the verb (κοσμεῖν). Even if κοσμεῖν belongs to the same thinking horizon as διδάσκειν, it denotes neither teaching nor tutoring. In Homer, the verb means to 'order' properly the troops, to 'arrange' them 'in' battle 'order'. 56 What is more, it has gradually taken on another meaning: to 'adorn, decorate' and even 'honour' something properly. It is used this way, for example, by Euripides, when a fully armed Eteocles meets with the Mycenaean army (Ph. 861). 57 This goes to show that Orpheus acts differently towards each brother: he teaches Euneos, tutors him, brings him from a state of ignorance to a state of knowledge, so that his pupillink between the singer and Dionysus is also strengthened: Hypsipyle is indeed, through her father Thoas, the granddaughter of the god (see Burkert 2006b). as Brillante notes 58 -finally takes part in the music-learning process; 59 but Thoas only receives an inclination, a sense of order, an idea of military finesse. If we take a closer look, however, κοσμεῖν is related to both weapons and music. The verb has the same root as κόσμος like in the well-known Homeric expression κατὰ κόσμον. It refers to an attitude, a kind of behaviour, even adequate singing, well-ordered, harmonious, and balanced. It alludes to the good order of the world.
60 Like Demodocus, 61 a good singer not only narrates the events in a proper order, but also recounts them in such a way that they correspond to the κόσμος. In Pindar (fr. 31 Maehler), the Muses themselves are called upon to bring order to all the great works accomplished by Zeus. Although the expression is never used by Euripides, it does help to link the meanings of the two verbs. However, the verbs are in different tenses: while διδάσκεται is in the present, 62 in the sense that Euneos' teaching happens over time, or at least until he utters these words, ἐκόσμησεν is in the aorist, which seems to imply that Thoas was prepared to using the weapons just the once. Regarding the weapons, one can note that, in a manner similar to the kithara, they are also linked to a god -yet again through the use of the genitive, which can be taken as both subjective and objective. This time of course is not a Muse but Ares, the god of war, with whom Orpheus is also connected.
63
Much as the boys share the same tutor, each one has his education and his god. The power of Orpheus' music here reveals a dual capacity to transform, to harmonise the world both with kithara-music and weapons. 64 The challenge is basically identical: to promote the best possible balance and the greatest joy between the world's different elements not only in a soft or harmonious manner but also in a violent one, if necessary. As such, Orpheus' music seems increasingly complex and encompassing. Not only is it sonorous, beautiful, engaging, and entertaining; not only is it able to convey moods, as well as uniting, moving, and guiding all things, but it also carries a whole physical dimension and power that, depending on circumstances, can be gentle, entertaining, violent, and dangerous all at once. 
Euripides, Cyclops 646
One of the Chorus leader's statements in Cyclops supports my interpretive approach. Whilst Odysseus is about to blind the monster, he says that he knows (οἶδ[α]) 'a quite good incantation by Orpheus' (ἐπωιδὴν Ὀρφέως ἀγαθὴν πάνυ) to ensure that the brand may burn Cyclops' eye on its own (646-648).
It is quite likely that the Chorus leader -just like the rest of the Chorus of satyrs in this play -is fearful and cowardly, and seeks a way out to avoid taking action, 65 at the same time never forgetting to make the audience laugh with his choice of words. 66 However, he does confirm that Orpheus is able to intervene physically in the world through his singing; and this he is able to do beyond the limits of human reason.
The Chorus chooses to describe Orpheus' singing with the term ἐπῳδή which shares the same root as ἀοιδή -the latter literally meaning a 'song' sung 'about or against' someone or something, and more generally, an 'incantation', which is by definition magical. 67 Based on my exploration, the passage takes on a very clear meaning. Because of his non-Greek origin, Orpheus and his music have something that is not only complex and ambiguous but also surprising, mysterious, and magical. It is only by magic that a brand can plant itself (αὐτόματον in Greek) into an eye.
But what is magic? As 'the art or practice of using charms, spells, rituals to attempt to produce supernatural effects or control events in nature', defined thus in dictionaries or the 'posibilidad de dominar las leyes de la naturaleza y de doblegarlas a la propria voluntad', as Bernabé suggests, 68 it is in fact very close to the ambiguous power of music. Especially since this incantation, which has the effect of burning Cyclops' eye, 69 is described as quite a good one -not in a moral sense, but in a structural sense, meaning that it is worth something, in other words that it is effective. Therefore, despite the passage's hilarity, Orpheus' musical power is tangible again: a magical power to assemble, move, and influence everything. 
Euripides, Hippolytus 953
Still reeling from Phaedra's suicide and the accusation she brought against Hippolytus, Theseus levels three charges against his son: boasting, practicing vegetarianism (952-953), and behaving like a bacchant (βάκχευε) 'with Orpheus as his lord' (Ὀρφέα ἄνακτ' ἔχων) and 'honouring the vapourings of many writings' (953-954, πολλῶν γραμμάτων τιμῶν καπνούς).
These lines have often been commented upon. Given the mention of vegetarianism and the presence of Orpheus' name, some critics wonder whether Hippolytus is an Orphic follower, as most followers of Orphism are vegetarians. Others question the validity of Theseus' charges, 70 that is, whether he does not trump up these accusations. 71 Some also wonder about the verb βακχεύειν which is associated with Dionysus, the bacchants, and for that reason all Dionysian initiates. Some, however, believe that the verb must be interpreted broadly, in a neutral way, as a general expression of an excited behaviour, a form of madness, 72 a particular way of living. 73 Regarding the nature of the γράμματα, the tendency is to interpret it as a contemporary criticism by a largely oral society positioning itself against the emergence of writing; 74 and to consider γράμματα as the first explicit religious books, 'as a constitutive element of a person's religious identity', 75 associated without further formalities with Orpheus himself. Although there is much evidence about the written works attributed to Orpheus the musician, 76 it is impossible to know whether they are really the ones criticised in this passage.
Together with Zieske, 77 I believe that the king is so angry that he expresses all the blame, all the hatred coursing through his mind, whether the blame is founded or not. He speaks of people who follow an odd diet, who follow Orpheus and therefore believe in superior forces, in the power of music, who behave wildly, like the bacchants, and who read books that contain nothing serious, clear, and constructive but only obscure truths, which are in this sense like smoke, that is to say nebulous. Taking a closer look, however, far from devaluing Orpheus -who is shown to be a lord, a protector of bacchanalian festivals and other musical productions -the passage is far more critical of Theseus.
78
10 Diogenes 88 TrGF F7.10 Snell A fragment attributed to the tragic poet Diogenes of Sinope speaks of the grave dangers of focusing solely on music. This comes from a character who regrets not having given up μουσική in good time, as he should have done, in order to learn to work, to make further efforts, to toil (2, πονεῖν). He realises that 'in taking Orpheus and all the nine sounds' singing of the Muses' (10-11, τὸν γὰρ Ὀρφέα λαβών | ἅπαν τε Μουσῶν ἐννεάφθογγον μέλος), he could not convince (πίθοιμι) his belly, which rather needs a βίος, a 'means of living', the required 'resources' (12).
If this fragment really belongs to Diogenes of Sinope, the most famous representative of the cynical school of philosophy, it is not surprising that he mocks Orpheus and the Muses' music, since based on his own philosophical position he denies every sacred thing, and therefore understandably the Orphic belief. 79 Yet, beyond this cynical critique, these lines are to a certain extent instructive. They remind us of the already acknowledged link between Orpheus and the nine Muses -through, for example, the common use of the typical terms φθόγγος/ φθογγή and μέλος. They also bring to mind that φθόγγος/φθογγή and μέλος have an effect, a persuasive function, a transformative role on men and all things. However, within a certain limit, duly recorded by Diogenes, in order to survive, the human stomach will not be satiated with songs and music but first and foremost by earthly nourishment. 80 Orpheus' song is not the beginning and end of all things. Woe to anyone who indulges in Orpheus' music without measure: he might lose himself and die of hunger. It is all a matter of striking a balance between music and work, pleasure and pain, spiritual and earthly nourishment. 
Euripides, Alcestis 968
Some ancient evidence shows that Orpheus' music was not only influential in words but also in writing. 81 In Euripides' Alcestis the Chorus asserts the omnipotence of ἀνάγκη, 'necessity', which is more powerful than Orpheus' music and medicine. No φάρμακον 'in the Thracian tablets inscribed by Orpheus' voice' (967-969, Θρῄσσαις ἐν σανίσιν τὰς | Ὀρφεία κατέγραψεν | γῆρυς) and none of the many φάρμακα that Phoebus gave the Asclepiadae for the use of mortals can alter destiny.
Unlike Hypsipyle's privileged children, who received a personalised education, apparently anyone could have access to the so-called 'Thracian tablets'.
82
These tablets are not Thracian because they were produced in that region, or because of the wood they are made of (the term σανίς refers primarily to a 'plank'), 83 but because they belong, by metonymy, to the Thracian singer himself -as well as symbolising the exotic and mysterious character of his music. Surprising as it may seem, it is his γῆρυς, 'voice' -the resonance of which is praised here 84 -which inscribed the words on the tablets, a content of great value and great significance, to put it briefly, sacred.
85
But which text is this? The Chorus reveals it: Orpheus' voice inscribed φάρμακα, 'remedies' on the tablets. Not simple songs or poems, but words which, when pronounced, have a certain effect, can help, heal, and even save -such as the φάρμακα of Asclepius' descendants. But let us not forget that if a φάρμακον is primarily a 'remedy', it may also become a 'poison'. Like the dual education discussed above and music in general, the word highlights the dual nature, both beneficial and dangerous, of all things, a nature always marked by a tension between health and sickness, joy and sorrow, life and death. 86 Everything is finally a matter of balance which Orpheus' music teaches like no other. Indeed, his songs, not unlike the remedies of the Asclepiadae, 87 are defined by this amazing ambiguity. They stand between the power to go beyond the status of a mere mortal and this same power that vanishes in death. To put it in another way: medicine, 88 just like music, can give men certain resources that are beyond their grasp, superhuman resources, which tend towards the divine, the immortal, but without ever reaching it. Every being is indeed determined by something still more powerful: ἀνάγκη, fate against which we can do nothing.
89
Unlike Jourdan, 90 I argue that the Chorus, far from criticising the musical power of Orpheus, questioning or even denying its effectiveness, draws attention to the possibility that music offers to capture and to go beyond human limits. But this step beyond, just like medicine, still remains subject to fate and thus fails to overcome the inescapable demise of all terrestrial phenomena.
Euripides, Alcestis 357
Alcestis is about to die, and Admetus says that if he had Orpheus' 'voice' (γλῶσσα) and 'singing' (μέλος), to 'charm' (κηλήσαντα) Persephone and Hades, the rulers of the kingdom of the dead, he would descend to the underworld in search of Alcestis. And neither Hades' dog nor Charon would hold him back before he brought his wife back to the light (357-362).
Following the passage from Hippolytus this is the second most interpreted passage about 'Orphic doctrines' in Euripides. It evokes what one knows best about Orpheus, namely his mysterious descent to the land of the dead in order to bring his wife back to life. There is one major discrepancy, however. Orpheus' adventure ends in failure. 91 It is widely known that Orpheus turns around too soon, and Eurydice is irrevocably swallowed up by the world of shadows. By contrast, in Alcestis, there is a sudden opportunity -fantasy of Admetus -to succeed in coming back from the dead.
92 This is, however, a particularly problematic return, an impossible one, except in a world of magic or fantasy. One thing is certain that these lines once again highlight the superhuman nature of Orpheus' γλῶσσα and μέλος, both symbols of his musical power. Through his voice and singing, Orpheus can charm (κηλεῖν) even the gods of the underworld. The chosen verb recalls the incantation mentioned by the Chorus leader in Cyclops: it is magic, the overpowering superhuman means that one would have to employ in order to deal with the underworld; it is musical magic, the secrets of which Orpheus apparently knows better than anyone else. Orpheus once again emerges as a guide and even as an exceptional guide, capable of leading men not only from ignorance to knowledge, from darkness to light, from sadness to joy, but also leading men to the shores of the impossible, namely from death to life.
Evidently, Admetus does not possess this power, but he yearns for it, fantasizes and dreams about it, so that his wife may continue to live. All in all, his wish is purely rhetorical, considering that he could have prevented Alcestis from passing away by accepting to die himself.
[Euripides], Rhesus 943
The way Orpheus is portrayed in Rhesus will help us conclude this overview. In a very short passage, the Muse describes the nature of Orpheus' mysterious enchanting and didactic powers. The goddess knows that Athena had her share of responsibility in the death of her son. She speaks of three elements which should have kept Athena from helping Odysseus to kill Rhesus. One of them relates to Orpheus. According to the Muse, Orpheus, introduced as Rhesus' cousin and therefore also as a son of a Muse, 'showed the torches of the unutterable mysteries' (943-944, μυστηρίων τῶν ἀπορρήτων φανάς | ἔδειξεν).
The verb δεικνύναι means to 'show, present, indicate, demonstrate, reveal', and in this particular context is often interpreted as a technical term, that is, to set up a cult. 93 However, one should focus on the first meaning of the verb, which is perfectly attuned to Orpheus' educational role. According to the Muse, Orpheus has revealed torches. A revelation that is all the more interesting because the unveiled object is linked to φαίνεσθαι, to 'appear'. Taking into account my previous suggestions, not only does φανή mean a torch's full light, but also a torch appearing from out of the dark. 94 By pondering further on this action, one realises that though it was at first glance quite innocuous, it is in fact most instructive. The torches that Orpheus lit and brandished are indeed related -only implicitly -to the light emerging from the darkness, and therefore to the mysterious cycle of day and night, the seasons in general, and finally life from death. This cycle is celebrated in the mysteries. 95 Can these mysteries be identified? In view of the Muse's arguments, most scholars argue that they refer to the mysteries of Eleusis, which were considered to be the mysteries par excellence in Greek antiquity. 96 I recognise here mysteries of life and death in general. 97 However, nothing encourages me to do so with certainty, especially as these mysteries were described as ἀπόρρητα, 'unutterable', though they were revealed by Orpheus. Is this not contradictory? Ἀπόρρητος, which literally means 'what is forbidden, forbidden to say', -like its counterpart ἄρρητος, 'which cannot be said, that one cannot speak of, unsayable', may bring to mind the secrecy imposed on initiates of the so-called mystery ceremonies. 98 Is the famous singer defying therefore something that is prohibited? But this is not the import of this passage -in other words that once again Orpheus' merits are duly praised. One must agree with Kerényi and Burkert 99 about the meaning of ἀπόρρητος: if it is forbidden to explain the mysteries, it is simply because they are impossible to explain. Far from being a real prohibition, the initiates' silence comes rather from the inability to describe clearly, that is to say, logically, with words, the obscure mysteries defining life. Orpheus is beyond the reach of common mortals through the excellence of his singing and music; for his language, his voice, and his logic are of musical obedience, go beyond human limits, touch the superhuman, allow him
